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FOREWORD 


In an earlier book, Music and Worship in the 
Church,’ a small section was devoted to hymn play- 
ing as being one of the most important jobs of the 
church organist. The material presented there was 
the nucleus for the more comprehensive treatment in 
this book. While the earlier presentation was de- 
signed to state the role of the organist not only to 
himself, but to everyone else in the church, the 
present work is specifically designed for the organist. 

It is highly recommended that this book be studied 
—not skimmed through—with hymnal near at hand. 
Every principle and suggestion should be tried out 
and mastered so that it can be applied to other ma- 
terial. 

I gratefully acknowledge permission from Abing- 
don Press to use material from Music and Worship 
in the Church. 

It is hoped that this short treatise will help make 
more organists aware of the “awesome” responsibil- 
ity that is theirs in leading the congregation in wor- 
ship through the playing of hymns. 


* Austin C. Lovelace and William C. Rice (Nashville: Abing- 
don Press, 1960). 
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CHAPTER Nj 


Pedaling 


Correct pedaling is the first step to good hymn 
playing, for any uncertainty—as to choice of heel or 
toe, or distances between notes—causes anxiety and 
nervousness which in turn creates mistakes in finger- 
ing, tempo, and interpretation. Organ playing re- 
quires that something be automatic, since the mind 
can concentrate only on so many things at once. 
Therefore, habitually correct pedaling is basic to 
good hymn playing. 

All organ method books recommend that the 
bench be a comfortable distance from the keyboard 
so the toes clear the black notes by about an inch or 
so when the legs are hanging freely. If the bench is 
too close there is difficulty in moving easily from 
white to black notes; if the bench is too far back the 
organist has the sensation that he is about to fall 
on his face on the keys. The height of the bench 
should also be adjusted to let the balls of the feet 
touch flat on the white notes. 

When the organist is seated in the middle of the 
bench the left foot should fall over C, second on the 
pedal board, and the right foot over E, two notes 
above. The purpose of this position is to give a point 
of reference to which the organist can always turn 
when confused about the location of notes. Most ex- 
ercise books choose these notes as starting points 
from which all intervals are learned—by gliding the 
foot smoothly over one, two, three, or more notes to 
the correct interval of a second, third, fourth, et 
cetera. 
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In actual practice there is a twofold relationship in 
intervals to be remembered: The distance between 
the two feet, and the distance between the last note 
played by one foot and the next note to be played by 
that same foot. 


Praetorius 


It will be seen that the right foot has only two notes 
to play, with the toe never leaving F and heel taking 
only the note below. The left foot must “think” the 
distance between B flat, C, and A. 

While the bass line in example is given as a single 
line, in the hymnal there will always be a tenor line 
written above it. In marking pedaling this sometimes 
causes trouble since marks for the right foot pedaling 
actually appear above the tenor notes, causing the 
inexperienced organist occasionally to attempt to 
play the tenor note instead of the bass. It is generally 
understood that the mark A above the score is for 
the right toe; below the score, for the left. The marks 
O or U indicate the heel, left or right depending on 
its placement. When the same note is given for tenor 
and bass, the note is played by a foot as the bass 
and by the left hand as the tenor. This is done to 
keep the individual vocal lines well defined and 
clear in the organist’s mind. (It will soon be dis- 
covered in playing hymns that the tenor line gives 
much more trouble than the bass. ) 

It should be understood that all bass notes are 
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played as written—not an octave below—unless the 
alteration is used for a roving bass line or the full 
sound of the pedal is inadequate. Do not be a “one 
legged organist,” with the right foot glued to the 
swell pedal. 

There are several fundamental pedaling actions 
and patterns which, when thoroughly understood, 
will help solve practically any pedaling problem. 

1. White note to white note—the sidewise ankle 
movement. 


Passion Chorale 


Note particularly starting on G with the heel so that 
at the top of the line the toe is pointing away from 
the center of the pedal board. If possible, avoid end- 
ing on a distant note with the heel. The concave- 
convex principle of the standard pedal board calls 
for the toes to reach out toward the highest and low- 
est notes. 

2. White note to black note—the up and down 
ankle movement. 


Dix 
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Watch carefully for the difference between half steps 
and whole steps. (The distance between C and B 
flat, and E and F sharp is deceptive and is often 
missed. ) 

3. Alternating feet. Many hymns of the psalm tune 
or chorale type call for this treatment. 


4, Thirds—and occasionally fourths—played by 
one foot. These are played with the foot at about a 
forty-five degree angle with the big toe playing one 
note and the heel the other. The note, or notes, 
skipped will then fall silently under the arch in front 
of the heel. Some teachers call this playing on the in- 
side of the foot. 


Cwm Rhondda' St. Theodulph A 
A Oo 0 A 


1 By permission of W. Paxton & Co. Ltd., London. 
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Winchester Old A 
0 


5. Slides from black to white by one foot. This is 
often necessary to make white-note scale patterns 
which follow a black note easier to play. 


Passion Chorale Ree A 


A line drawn above or below helps to remind the 
player of the slide. 

6. Slides from one black note to another. These 
occur most frequently in hymns in the keys of E flat 
and D flat major. 


Dundee (French) Diademata 
A A 
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Lyons Lasst uns cue > 


The first note is played with the outer half of the 
foot and the second with the inner half—or vice 
versa depending on the direction of the scale. When 
there are three black notes in a row the leading foot 


always plays the first two notes and the other the 
third. 


7. Crossing the feet. 


Lyons A A Nun danket 9 o A 


PEDALING 


Ordinarily the left foot stays back and the right stays 
forward. 

8. Substituting one toe for the other while holding 
a note. This should be done with a sense of rhythm— 
either on a main pulse or a subdivided beat. 


Nun danket 
A 0 


Substitutions should be used only when there is no 
other solution. Many problem pedalings are solved 
by lifting the foot completely at the end of a phrase 
—where the music breathes and a lift is possible— 
and starting the next phrase with the same foot. 


St. Hilda 0 


These eight patterns represent the various pedal- 
_ ing actions commonly encountered in hymn playing, 
but no hymn is made up exclusively of any one given 
pattern. Rather, every hymn has its own idiosyn- 
crasies which make: it vitally important that the 
pedaling for each be studied and marked. Regard- 
less of the patterns played, the foot movements 
should be quiet and unobtrusive, with the knees 
comfortably close together and the feet gliding over 
the keys. Many times the feet will seem to move 
along parallel with each other so that each is ready 
to help the other out of any difficulty. 
13 
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One final warning: Do not let either foot wander, 
dangle aimlessly, or hang on the bench crosspiece 
while it is not in use. Keep the foot over the note it 
has just played until it moves with purpose to the 
next note to be played. 

In order to give the student a clearer view of how 
these rules are applied to the total pedaling of a 
hymn, several hymn tunes are given with suggested 
markings. 


Italian Hymn (Trinity) a 
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PEDALING 
Hyfrydol 
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Hanover 


mark) K 


Bremen (Neu 


PEDALING 


Cwm Rhondda? 
Shia JA Ao 


i 2 A ee ee 
2 a a ee 


* By permission of W. Paxton & Co. Ltd., London. 
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CHAPTER II 


Articulation and Touch 


Good hymn playing is not entirely a matter of 
playing as the spirit moves one; a foundation of sure 
technique enables the spirit to move with more ef- 
fectiveness. The following rules regarding repeated 
notes is as essential to the successful playing of 
hymns as it is to the playing of individual voices of 
a fugue. 

1. Repeated notes in the soprano line are always 
broken to half their unit of value—not necessarily 
half of the value of the note. Thus two repeated quar- 
ter notes are played as follows: 


Aurelia 


GEIS SEE Se See GEE RS Se a RB 
RSS a (A CTD 
=a 


With a half note followed by two quarter notes, such 
as the beginning of “Fairest Lord Jesus,” a dotted 
quarter note followed by an eighth note rest is the 
solution. 


St. Elisabeth 


Care should be given to making the time values of 

the rests accurate, for most organists tend to hold the 

note too long and to cheat the rest. Since the only 

way to create accent and rhythmic stress at the organ 
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is through the contrast of silence and sound, observ- 
ance of rests and meticulous release of notes are of 
prime importance to clear, rhythmic playing. 

2. Repeated notes in the bass line are broken on 
the same principle of the unit of value, but whether 
to break or not is determined by a study of rhythmic 
and harmonic design. Repeated notes over the bar 
line are always broken without exception because of 
the need for rhythmic impulse. 


St. Anne 


In any given measure repeated notes are broken if 
doing so adds to the life of the hymn. 


Austrian Hymn 


ARTICULATION AND TOUCH 


In harmonically static passages the breaks are de- 
termined either by the change in chord or by some 
rhythmic characteristic inherent in the music. For 
instance, in the tune “Lancashire” the bass should be 
played as follows: 


Lancashire 


J 8 
(SE 2G 9 HINES hc Lata vals Eau Be 


In the first measure of “Hymn to Joy” the question 
must be decided which of the following patterns is 
preferable (a) or (b): 


a. Hymn to Joy 
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The first gives a smooth quality; the second is per- 
haps closer to Beethoven’s treatment in the sym- 
phony and gives an infectious drive to the tune. In 
the third phrase the harmonic movement on the first 
and third beats would indicate two half notes, with 
their appropriate breaks, as the better solution. 


Hymn to Joy 


It is impossible to go beyond these two general rules 
concerning harmony and rhythm, for no two hymns 
are identical in design. One further example is added 
to indicate the total pattern for a hymn. 


i. iS SE Ee B 
ht: OO @ « @e@e ol oom 
BY 23] 70 2 BES Gea 0 a EE a ae 2 

EE Sal) A) PER, A Le El ae 0 ee 


3. Repeated notes in the alto and tenor may gener- 
ally be tied together except where more rhythm is 
22 
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needed or clarity is necessary in the inner voices. 
Ratisbon 
ar. 


A ee Pa Ya 
Coad B) fy SOG aE At WG i a i a | 


If a congregation sings sluggishly, more and more 
detached playing is necessary, with repeated notes 
and sometimes whole chords broken. Some teachers 
recommend breaking soprano and alto, others so- 
prano and tenor, and others soprano and bass. 


Hursley 


Ap ay 


peed O94 ah 


4, The beginning of a phrase on an upbeat usually 
calls for a complete break of half of the note value. 


Irish 


This creates a springboard which successfully 
launches the congregation into the hymn. After the 
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hymn is under way it may not be necessary to detach 
all voices for upbeat chords unless all notes are re- 
peated over the bar line. 

5. At phrases with feminine endings—those in 
which the last note falls on a weak beat—the mini- 
mum of broken notes and rhythm is the rule, and 
the endings should be smooth and yielding. 


Munich 


= ASA HE TS) 
LA ae 2° Dn "A A 


6. As a general rule both hands and feet should be 
lifted at the end of each musical phrase, at the places 
where the congregation takes a breath. This pause, or 
break, takes one half of a pulse and must be sub- 
tracted from the last note of the ending phrase note 
so the forward movement is not halted. 

Occasionally, as in “Nicaea,” there is a need for a 
break or breaks before the end of the first musical 
phrase. In fact, “Nicaea” represents one of the 
trickiest of all hymn tunes to articulate carefully. 


Nicaea 


Ee ERG AGE Gal i TARGA MSMR ET Lae TTA 
Myer Tf Piatt agg Ee Ae 
EATS 5 Wace TE ATT AIT 
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SD NE! au mara w dw a1 a DA ae CO 


ARTICULATION AND TOUCH 


a \ 
eS ooo eB 
vane: Pe 
rt —& eS SY Oh BS LD 


Note the use of detached chords at (a) and (b) to 
keep cadences from becoming sluggish. 

If all hymn texts and tunes coincided exactly as to 
phrase endings the organist’s job would be simple, 
but such is not the case. For example, in singing 
“Faith of our fathers!” (St. Catherine) the organist— 
and congregation—should observe the exclamation 
point after “fathers” with a firm break and should 
then proceed to the end of the line without further 
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breaks—‘living still in spite of dungeon, fire, and 
sword.” But what should one do with this? 


These things shall be: a loftier race 

Than eer the world hath known shall rise 
With flame of freedom in their souls 

And light of knowledge in their eyes. 


Common sense says it is impossible for a congrega- 
tion to sing from “a loftier race” to the end without 
a breath. In cases of this sort it is best for the organ- 
ist to expect the congregation to breathe at the end 
of each phrase although he minimizes releases—or 
even omits them—in order to draw their attention to 
the continuity of thought. 

7. All attacks should begin cleanly with hands and 
feet starting simultaneously. Many organists have a 
bad habit of putting down either the pedal note or 
the left hand first. Releases should likewise be clean, 
with no dangling pedal bourdons. Have your best 
friends listen and tell you. 

8. Articulation and touch are affected and partial- 
ly determined by the acoustics of the room, the way 
the congregation sings, and, most important of all, 
the form of the hymn. In a very reverberant and 
“live” room a nonlegato touch is absolutely neces- 
sary to achieve clarity; otherwise the chords tend to 
fun into each other. In a “dead” room—one with 
little or no reverberance, due perhaps to too many 
carpets, draperies, and use of acoustically absorbent 
tile—the more legato style is necessary since each 
sound tends to die almost as soon as it is sounded. If 
the congregation tends to be sluggish in singing, non- 
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legato playing will help to create more vitality and 
move the congregation along at a crisper pace. While 
hymn patterns will be discussed in greater detail in 
another chapter, the following example may indicate 
the importance of relating touch to the form and de- 


sign of a hymn: 


Lobe den Herren 


“Lobe den Herren” is fundamentally made up of a 
vigorous opening pattern—later appearing in the 
form of three repeated D’s at the climax of the hymn 
—and a series of scales. This design can best be delin- 
eated by detaching the manual chords in the opening 
notes against a legato pedal. 

In playing hymns listen for accuracy in note and 
rest values, for therein lies rhythmic control. But lis- 
ten just as carefully for the right kind of touch, for 
therein lies rhythmic life and the pattern of the 


hymn. 
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Introducing the Hymn 


Many organists play over a hymn tune before the 
congregation starts singing as if it were a matter of 
small or no importance—an unpleasant duty to be 
got through as quickly as possible. Yet, the introduc- 
tion is a most important factor in good hymn singing. 

The first job of the introduction is to give the cor- 
rect tempo. (See the next chapter for a discussion of 
tempos.) The speed should be determined in the 
mind of the organist before he plays a note and 
should not vary between the introduction and the 
singing of the first stanza. Particularly to be avoided 
is a ritard or rallentando at the end of the introduc- 
tion since this interjects a note of doubt in the 
singers minds just as their confidence has been built 
up. Any uncertainty or unsteadiness courts disaster in 
the singing. 

The introduction also gives the rhythmic design of 
the hymn—the shape of the tune. If the organist 
wants the congregation to sing the first few chords 
of “Lobe den Herren” with vigor, he must play the 
chords detached in the playing over as well as in the 
various stanzas. The entire style and mood of the 
hymn can be delineated by the proper tempo, touch, 
and organ tone. This means that the introduction 
should not be played on quiet flutes or a solo stop, 
even if the stops are beautiful. For an opening hymn 
of praise a full diapason chorus is possible and de- 
sirable—perhaps even including mixtures—with 
matching pedal reed. On a quieter hymn a diapason 
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8’ and 4’ may be adequate, and the pedal may be 
omitted for the introduction. There should, however, 
be no room for doubt in the singer’s mind as to how 
the hymn should be sung when he begins. 

The melody, of course, is presented in the playing 
over and should be articulated with extreme care, 
making sure that all repeated notes in the soprano 
are treated accurately and carefully. If the melody is 
not overly familiar to the congregation it is a good 
idea to play the entire hymn through, the melody 
only in octaves—the left hand doubling the melody 
in the right. Or if a good trumpet stop is available 
the melody can be soloed on a separate manual, with 
the left hand playing the alto and tenor parts and 
the feet the bass. If the melody is very familiar spe- 
cialized treatment is not necessary, and it may even 
be advisable on a long hymn to make a cut—using 
perhaps the first and last phrases if this is harmon- 
ically and melodically feasible. The Brethren Hym- 
nal! uses a unique method of small symbols above 
the scores to indicate satisfactory instrumental in- 
troductions when shortening is desirable. If an ab- 
breviation is made, be sure that the tune is familiar, 
the tempo is clear, and that the final chord is the 
tonic. Many hymns modulate to a related key at the 
end of the first phrase or first half and ending there 
leaves the listener in doubt as to whether the organ- 
ist is going to continue with the tune or expects the 
congregation to start singing. Another hymn type 
which creates confusion is represented in “National 
Hymn” with its trumpet fanfare. (See also “Victory” 


1 Elgin, Ill.: Brethren Publishing House, 1951. 
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with its alleluias.) It is best to start the introduc- 
tion in measure three, omitting the opening fanfare; 
otherwise the congregation, not having sufficient 
time to get organized, may be panicked into starting 
the first stanza without being ready. In the early 
Lutheran tradition it was customary to play a 
“choralvorspiel” which meant a short improvised or 
written-out prelude on the chorale to be sung. 
Bach’s “Orgelbiichlein” is a collection of such ma- 
terial. 

At the conclusion of the introduction the organist 
has the opportunity of setting a pattern of the 
amount of time which will be allowed between all 
stanzas of the hymn. There is no exact, unvarying 
amount of time which is applicable to all hymns. One 
which ends on the third beat of a 4/4 measure pre- 
sents a different problem from one which ends on 
the downbeat of a 4/4 measure. In “Joyful, joyful we 
adore Thee” (“Hymn to Joy”) the last half note 
should receive more than two beats, probably three; 
while “Holy, holy, holy! Lord God Almighty” 
(“Nicaea”) will end with three pulses and the breath 
on the fourth. If an organist is sensitive to the sing- 
ing of the congregation and if he will sing the hymns 
quietly to himself he will have little or no difficulty 
in deciding what is a comfortable breathing time be- 
tween stanzas and will invariably give the same 
amount for any given hymn. 

Once the introduction is over and an opportunity 
for a good breath is given, the hymn should begin 
with dispatch and certainty. Both hands and feet 
should begin simultaneously—no playing the melody 
note first, holding down a pedal, or, as seems to be 
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the case in many English churches, sustaining the 
opening chord for a beat or so until the congregation 
decides to begin. Until a congregation and organist 
have “come to an understanding with each other,” 
there may at first be some slight discrepancies be- 
tween the two in the first measure or so. But if the 
organist plays with a sense of progression which 
passes through various chords and cadences to the 
climax of the hymn the congregation will soon trust 
his judgment and will begin with as much vigor and 
readiness as the organist displays in his playing. 
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‘Tempos 


It is hardly surprising that organists cannot agree 
on a “correct” hymn tempo when hymnal editors can- 
not do so either. Several hymnals have attempted to 
indicate an approximate speed and style by the use 
of such words as “majestically,” “moderately”—this 
is used quite often as safe, middle of the road—‘“tri- 
umphantly,” “with movement,” and “with dignity.” 
When “devotionally, in moderate time” appears, just 
what is really intended? Does not one feel a bit self- 
conscious when asked to play and sing “devotionally” 
or “with dignity”? 

Two hymnals, The English Hymnal and The Chris- 
tian Science Hymnal, are more specific and give 
metronomic markings. James Rawlings Sydnor in 
The Hymn and Congregational Singing! also indi- 
cates metronomic speeds at which he plays various 
hymn tunes. It is interesting to note the extremes of 
markings by these three for “Ein’ feste Burg”: (1) 
40 to the pulse, (2) 69-76, (8) 80-88. The latter 
speed is actually twice as fast as suggested by The 
English Hymnal. A rate of 40 pulses to the minute 
means that it would take over eight minutes to sing 
“A mighty fortress,” with Amen! Surely American 
congregations would not abide this. 

Why the disparity? Obviously the British editors 
thought in terms of the cathedral, with sounds weav- 
ing their way back and forth through the long nave. 
Where the reverberation time is above four seconds 


* Richmond, Va.: John Knox Press, 1960, p. 118. 
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such a slow tempo might be acceptable, but in prac- 
tically every other situation a faster speed is desir- 
able. 

The Christian Science Hymnal editor points out: 
“For various reasons, there is never a fixed speed 
(tempo) for any piece of music, not even that indi- 
cated by the composer. Eminent editors and conduc- 
tors show, in their markings and interpretations of 
standard compositions, decided tempo variations.” * 
To illustrate, note the various markings (in order) 
for four tunes as found in (1) Service Book and 
Hymnal, (2) Songs of Praise, (8) The English Hym- 
nal, (4) The Hymnal (Presbyterian, U. S. A.), and 
(5) The Christian Science Hymnal: 

“Nicaea”: (1) Joyfully, with dignity; (2) Very 
slowly—for first two measures, then “slightly faster”; 
(3) 42-50; (4) with exaltation; (5) 88-96 

“Ein feste Burg’: (1) Broadly, with vigor; (2) 
Very slow and solemn; (3) 40; (4) In majestic style; 
(5) 72-80 

“Lobe den Herren”: (1) Majestically, with move- 
ment; (2) Moderately slow; (3) 80; (4) Majestical- 
ly; (5) 84-92 

“Leoni: (1) With spirit; (2) With vigor; (3) 84; 
(4) Majestically; (5) 88-96 

The correct tempo for one building or one con- 
gregation may not be right for another. The correct 
tempo for a given place and occasion must finally be 
decided upon after a study of the following factors: 

1. The music period from which the tune came 
and the style of the composition. Plainsong calls for 


2PiGiT: 
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a speech rhythm—which will probably be faster in 
English than in Latin. A folk tune will invite a brisk 
tempo suggestive of freedom and high spirits. A 
hymn tune of the English cathedral school calls for 
more breadth of treatment than a “gospel” hymn 
tune. A chorale may be exuberant, as “Praise to the 
Lord, the Almighty”; meditative, as “Jesu, Priceless 
Treasure’; or forceful, as “A mighty fortress.” Fur- 
ther, do not play chorales too slowly, and do not 
play “gospel” hymns too fast. Martin Luther was by 
no means a lethargic man, and to make all chorales 
“solemn” and “noble” is to mistake the temper of the 
times which created them and the style in which 
they were originally sung. 

2. The phrase lengths as indicated by the metrical 
pattern. Short meter (S.M. 6.6.8.6.), common meter 
(C.M. 8.6.8.6.), and similar patterns having short 
phrases should be sung more deliberately to give 
them balance and dignity. Long patterns such as 
10.10.10.10. must move more rapidly to make the 
phrases comfortable to sing on one breath. Long 
meter (L.M. 8.8.8.8.) hymns pose a peculiar problem 
since every phrase is of equal length—eight syllables. 
If all of the notes are also of equal length (see “Mel- 
combe” ) the congregation will feel breathless if suf- 
ficient time is not given at the end of the second and 
fourth phrases for a comfortable breath. It is for 
this reason that the hold sign ( ) is usually placed 
over these notes. (For further discussion of the hold 
sign see page 39). The long meter “Doxology” is 
much easier to sing in the original meter for the sim- 
ple reason that the movement is balanced with points 
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of repose in the longer note values which begin and 
end the phrases. It can therefore be sung at a faster 
tempo than the even note method without a sense of 
being hurried or pushed. 


Old Hundredth 


The thought structure of individual lines and the 
breath supply should always come out together even- 
ly and comfortably. 

3. The balance of long and short note values. Any 
hymn which ranges from whole notes down to eighth 
and sixteenth notes is difficult to pace because of the 
wide variety of rhythmic patterns. “What a Friend we 
have in Jesus” (“Converse”) always gives trouble for 
the simple reason that the opening measure has a 
frantic fistful of notes, while the last note of the 
fourth measure is a whole note. The organist may be 
inclined to speed up the eighth notes too much to 
keep the long notes from seeming endless; the con- 
gregation is inclined to shorten the whole note— 
probably because the breath supply is gone—and to 
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move on to the next line. If a choice must be made, 
it is preferable to shorten the whole note. Another 
tune with the same basic problem is “Finlandia” with 
its rapid movement followed by slurred and tied 
notes. The shortest notes must sound easy and un- 
hurried, while the longest must not feel slow or 
draggy. 

4. The harmonic idiom. Hymn tunes in which 
chords change harmonically with every beat must be 
played deliberately to allow each chord to establish 
its tonality clearly. Hymn tunes which change only 
infrequently, using only a few basic chords, can move 
with more rapidity. (Contrast “Aurelia” and “Nun 
danket.” ) 

5. The melodic design. Each hymn has its own 
tempo, for no two tunes develop alike. Only a con- 
scientious study of the form and development of a 
tune will reveal its problems as well as its hidden 
beauties. And of course the words make each stanza 
a new problem. (For further help see Chapter 5, 
“Hymn Forms.” ) 

6. The age and sex of the singers. Children will 
wish to sing hymns faster than their grandparents, 
and a group of men will not move along quite as rap- 
idly as women. 

7. The weaknesses of a tune. If a tune has poor 
points, the organist—if he must play it—should at- 
tempt to hide them and to make the tune sound as 
good as possible. Patterns of the dotted eighth and 
a sixteenth in most gospel hymn tunes should be 
smoothed out toward the triplet pattern so the 
rhythm is given as much stateliness and dignity as 
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possible. An organist, despising such inferior music, 
may be tempted to overaccentuate the negative 
points in order to show his annoyance—try “Top- 
lady,” exaggerating the dotted figures—but such a 
procedure is not the way to win the confidence of the 
congregation nor to educate them to better things. 

In setting the tempo, play rhythmically and stead- 
ily—but not with deadly metronomic insistency— 
and work for the feeling of the long phrase and 
sweeping line. Many hymns with a fast 4/4 meter 
sound better and sing more easily in 2/2. (See “Duke 
Street,’ “Terra Beata,’ “Austrian Hymn,” and “Hymn 
to Joy.”) 

There should be no obvious sense of ritarding at 
the end of any stanza except the last. Once a tempo 
is set by the organist and followed by the congrega- 
tion nothing should be done to upset the forward im- 
petus. Even the “Amen” should retain the vitality of 
the hymn and should be played and sung at the same 
tempo as the hymn. Some hymnals give two beats 
and others four for each syllable of the Amen, but 
whichever is used the organist should continue to 
count pulses and should release cleanly on an accent 
—i.e., third beat or downbeat in 4/4 time. A congre- 
gation at best is self-consicous about its singing, and 
if there is any insecurity created by uncertain stop- 
ping, tempo, beginnings of stanzas, or unexpected re- 
harmonizations, what little confidence they have will 
be shaken, and the singing will deteriorate. 

Playing the notes rhythmically and accurately is 
not enough, however. The good accompanist always 
plays the text. The tune usually associated with “O 
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little town of Bethlehem” (“St. Louis”) will sound 
quite wooden unless certain notes are dwelt upon 
momentarily where certain syllables are more impor- 
tant than those which precede them. For example, 
the syllable “Beth-” in Bethlehem must be given 
slightly more time than any other note in the first 
phrase. To exaggerate such a note will make a parody 
of the hymn tune, however, and a fine balance comes 
only with practice in singing the words while play- 
ing. Punctuation should be studied carefully, but the 
music should not be overpunctuated. A comma is not 
necessarily a flashing red stop sign. There are two 
kinds of commas: (1) a comma which indicates a 
separation, or break in thought, calling either for a 
breath or an infinitesimal breaking of the vocal line— 
“Immortal, invisible, God only wise’; (2) a comma 
which merely calls for a slight leaning on the previ- 
ous syllable, such as “Be still, my soul.” 

As has been indicated previously, not all text 
phrases coincide with musical phrases; therefore, fol- 
lowing the text mentally is of utmost importance. 
Many an organist has found himself playing an extra 
and needless chord at the beginning of the second 
stanza of “O come, all ye faithful’—“Sing, choirs of 
angels’—which begins on the downbeat instead of 
the upbeat to the measure. In a hymn such as “Where 
cross the crowded ways of life” or “Thou hidden 
Source of calm repose” where the last two stanzas are 
one sentence, the organist should reduce breathing 
time and plunge immediately into the final stanza so 
the congregation is carried along to the concluding 
thought and the climax of the hymn. Following the 
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text will also prevent the embarrassment which many 
young organists have experienced of playing a fifth 
stanza for a four stanza hymn. Good hymn playing 
is primarily text playing. 

The hold sign ( @ ) is usually a problem to organ- 
ist and congregation alike. It has come to mean a 
place where the congregation sits down vocally and 
mentally, thereby stopping the flow of the music. Par- 
ticularly is this the case in chorales. Originally the 
hold sign served as a guide to the organist that the 
end of a phrase was passing. (See Bach’s “Orgel- 
biichlein,” where the under voices continue to move 
ahead while the soprano chorale note is marked with 
a hold. Obviously the hold does not mean to stop at 
all.) The sign was also used in organ literature to in- 
dicate a cadenza—always at some cadential point, 
where the organist was free to show his ability to im- 
provise. In singing the chorales it should be clear 
that only at the cadential points should there be any 
real pause. For example, the first two phrases of “A 
mighty fortress” should be sung without any pause 
in the middle since the thought of the music and 
words have no reason to settle until the tonic cadence 
at the end. Likewise, in “Eisenach” there should be a 
pause only at the end of the second and fourth 
phrases, but not at the first and third. 

“Luther” (“Nun freut euch”) poses more of a prob- 
lem because of the unusual grouping of three phrases 
which end the hymn. A possible solution is to allow 
one extra pulse at the end of the fifth and sixth 
phrases, making the note one beat followed by one 
pulse for breath. 

39 


THE ORGANIST AND HYMN PLAYING 


Luther (Nun freut euch) 


Most organists tend to treat holds at major cadences 
as if the note were two pulses followed by a rest on 


the third. 


Melcombe CN 
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The principle involved here is that the rest should 
come on a pulse which is accented, thereby giving 
vitality to the breath and a bounce which carries the 
singer on to the next phrases. In some hymnals, such 
as The Hymnal, 1940 and The Hymnal for Colleges 
and Schools, an attempted solution is made by writ- 
ing out the note as a half note—implying one pulse 
singing, one pulse breathing. 

In The Methodist Hymnal the tune “Trish” appears 
once with a hold at the end of the second phrase, and 
once without. Another C.M. tune, “St. Agnes,” al- 
ways appears with the final note of the second phrase 
tied over to another full measure. Obviously it is dif- 
ficult to present in accurate notation what is com- 
fortable at cadential points. Without a hold the end- 
ing is abrupt; with an added full measure the ending 
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is too long. Perhaps the hold is the answer, provided 
the organist is sensitive to the singing of the con- 
gregation and allows just enough time for a comfort- 
able cadence but still manages to keep the hymn 
moving by thinking the long vocal line rather than 
the small phrases and motives. 

Willan Swainson summed up the question of tem- 
po in these words: 


When the main impression left by a piece is that it 
sounds slow or quick, one may be sure that interpre- 
tation is radically at fault. ... The right tempo for any 
piece of music is that which allows incident to unfold 
without hurry and without delay. And the way to dis- 
cover the true tempo is not to approach music with prej- 
udice towards the slow, the moderate or the quick, but 
to study the nature of a piece—its rhythmic impulses, its 
phrase relations, its interplay of accent, and the close- 
ness of its harmonic texture. When an organist proceeds 
along these lines the question of speed generally resolves 
itself.3 


® Manual of Church Praise (Edinburgh: The Church of Scot- 
land Committee on Publications, 1932), pp. 206-7. Used by per- 
mission. 
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CHAPTER V 
Hymn Forms 


Hymn playing is an art—not a mechanical playing 
over of a tune four or five times. The organist, as an 
artist, must make as careful a study of the form of a 
hymn tune as he does the form of a Bach fugue. As 
an intermediary between the composer and the con- 
gregation he is responsible for guiding the interpre- 
tation, but he is also an intermediary between the 
creative thought back of the text and the spiritual 
worship of God by the people. 

Although the organist may not be a composer, he 
cannot correctly interpret the tunes through his play- 
ing unless he understands something of the art of 
composing. And let it be clearly understood, writing 
a good hymn tune is one of the most difficult of arts, 
for a hymn tune must not only match the general 
mood of the entire hymn, it must also fit individual 
stanzas. Furthermore, while a hymn tune must be 
musically valid and creative, it should be within the 
ability of persons with limited musical training. 

Before discussing the various factors which make 
a good hymn tune, we will examine some examples 
of poor tunes and note the lack of melodic inven- 
tion and harmonic interest in the first: 


Malvern 
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The monotony of rhythm in the second: 


Campmeeting 
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And the lack of unity of purpose and goal in the 
third—every phrase has a different pattern: 


‘Missionary Chant 
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In an informative series of articles in “The Choir” 
Francis B. Westbrook points out that a hymn tune 
is made up of “phrases and sentences,” much in the 
same way as language.1 The number of each is de- 
termined by the meter—e.g., common meter calling 
for four phrases—8.6.8.6. He uses the example of 
“Winchester Old” 

* London (September, 1959; November, 1959; January, 1960; 
March, 1960). 

44 


HYMN FORMS 
inchoate Old | Yr. a. 


Gk Zale SENS A 


to show that the first phrase is called the announcing 
phrase and the second, the responsive phrase. Two 
pairs of these phrases make up a sentence. Each 
phrase ends with some sort of cadence—imperfect, or 
half, cadence; interrupted cadence; plagal cadence; 
and inverted cadence. Returning too often to the 
tonic key center at many cadences prevents the music 
from developing—or getting very far from home. 
Conversely, a tune which is constantly modulating to 
distant keys may break down any sense of tonality 
and cause confusion in the minds and ears of the con- 
gregation. For a study of good use of cadences see 
the following tunes: “Bremen,” or “Neumark”; “St. 
Anne’; “Leoni”; and “St. Magnus.” The longer the 
tune the more important the series of cadences be- 
comes, for instead of four phrases—two announcing 
and two responsive—making one sentence, there may 
be two complete sentences or more. Some tunes are 
made up of “figures’—shorter rhythmic patterns 
which combine to make up a phrase. 


Joanna 
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Often they are combined to make a sequence, 


Richmond 


but if overused become 
mannerisms and may invite parodying., 


Even the longest tune can be broken down into its 
component parts with study, and letters are often 
used to indicate the general patterns: 

“Joanna —AABA 

“Slane’-—ABCD 

“Cormac —ABBA 

“Lasst Uns Erfreuen’—AABBCCBBBBB 

“Laudes Domini —AABCCD 

While all hymns have some basic phrase and sen- 
tence structure, the chief interest lies in how the 
composer handles the notes which constitute the 
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various phrases. Interest is gained through melodic 
and rhythmic patterns. Contrast the opening phrases 
of two hymns: 


Nun danket 
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Notice how both use the principle of repeated notes, 
but how much more interesting the first tune is. Of 
course the harmonic treatment of “Nun danket” is a 
big factor. A good hymn tune must be able to stand 
on its melody alone, and the inventive composer 
seems to have some compulsion which, from the first 
note, pulls him toward the end of his journey. In 
“Laudes Domini’ see how the first phrase gathers 
momentum to the top note, falls back slightly for an- 
other run to a higher note, then after riding the 
crest of the top D for three beats strides down to the 
cadential G. This is followed by a leaping pattern 
which is repeated verbatim—except for the harmony 
—then leaps upward in half notes to a ringing climax. 


Laudes Domini 
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Or study “St. Bride” with its chordal minor pattern 
answered in the relative major, followed by a down- 
ward scale which seems to gather momentum and 
strength—a crescendo is obviously called for—be- 
fore it resumes the opening leaping pattern starting 
on the highest note and plunging into the cadence. 


St. Bride 


Melodic invention and rhythmic patterns always 
go hand in hand. “Melcombe” and many other simi- 
lar L. M. tunes are dull and difficult to sing with 
enthusiasm because they are composed of quarter 
note after quarter note. 


Melcombe 
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“Old 100th,” dull when sung with quarter notes, 
springs to life when the rhythmic variety of the orig- 
inal form is used. If a congregation objects to sing- 
ing the original form of “Old 100th,” have them sing 
“Abide with me” (“Eventide”) with nothing but 
quarters to see how dull and monotonous it becomes. 


Eventide oN 


Some examples of tune beginnings which capture the 
interest immediately because of their successful use 
of varying note values can be found in “Lyons,” 
“Lasst Uns Erfreuen,” “Hyfrydol,” “Irish,” “Krem- 
ser, “Lobe den Herren,” “Hendon,” “Grafenberg,” 
and “Meirionydd.” 

The secret to the success of great hymn tunes lies 
in “their sense of vitality, progression and balance 
produced by the influence of duration, speed, and ac- 
cent upon pitch.” ? Willan Swainson further stated: 


The player who acquires a command over accent will 
never in hymntunes—and rarely elsewhere—have oc- 
casion to adopt more than an imperceptible variation 
of tempo. There are four important classes of accent— 
the metrical, the tonic (pitch), the agogic, and the cumu- 


? Op. cit., p. 202. 
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lative. The metrical, that which falls on the first beat of 
the bar demands little attention here, since it already re- 
ceives far too much in performance. The tyranny of the 
bar line is nowhere more evident than in the rendering 
of psalm and hymn tunes, where the habit of clubbing 
the so-called “strong” beat of the bar on the head every 
time it comes round has had far too long an innings. 

Tonic, or pitch, accent is applied according to height. 
A higher note does not necessarily carry an accent, but 
simply a tendency toward accent. The context enables 
one to decide. 

Agogic accent is applied on the longer of two notes. 
Here again length implies a tendency towards accent, 
not an inalienable right. 

Cumulative accent falls upon a note when its prece- 
dents are so arranged as to give it special prominence.3 


The latter is well illustrated by two tunes, “Bene- 
dic Anima Mea” and “Darwall’s 148th.” 


Benedic Anima Mea 


If the hymn tune is to be made clear in all its im- 
plications the organist must look upon his job not as 
an accompanist, following the whims and wishes of 
the group; not as a leader, dashing ahead with the 


° Ibid., pp. 202-8. 
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bit in mouth, pulling madly at the dragging congre- 
gation; but as a conductor whose functions are 


first, to inspire his forces, to set the mood and create 
the atmosphere; second, to re-create the vitality of the 
music—the energy and mobility of its rhythm, and its 
sense of progression; and third, to indicate faithfully the 
shape of the music—its melodic outlines, the significance 
of its harmonic progressions, the relations of its phrases, 
and the scale of its climaxes. The conductor, in short, has 
three main concerns—the music’s emotion, its life, and 
its shape.* 


‘ Ibid., pp. 195-96. 
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Registration 


It is almost impossible to be specific in recom- 
mending organ registration for hymn playing since 
no two organs have the same stop-list, the same voic- 
ing, or the same size and type of space to fill. There 
are, however, certain definite principles which can 
serve as guides to the organist as he sits experiment- 
ing with various sounds. 

1. The basic tone for leading hymns is the “diapa- 
son’ or “principal.” 

2. Since the 8’ tone duplicates the pitch level of 
the singers, there should be more stops of pitch levels 
above the 8—4’, 2’, 2-2/8’, and mixtures (chorus 
mixtures first, and “sharp” mixtures only for added 
brilliance ). The order indicated is the best for adding 
diapason stops. A flute 8’ can be substituted for the 
basis of a plenum registration, but the top pitch(es) 
should be principal tone. 

3. Heavy, loud, oppressive, muddy, thick stops— 
often found in organs built in the early part of this 
century—should be omitted from the ensemble along 
with heavy 16’ stops which drag down the tone and 
pitch level. If the 16’ tone is light—such as a Quinta- 
ton—it may be added judiciously for hymns of a 
graver nature. If all the stops of an organ—l6’, 8’, 
and 4’—are heavy and unpleasant, they sometimes 
sound better if played an octave higher, producing 
an 8’, 4’, and 2’ sound. 

4, As a general rule avoid all 16’ couplers. They 
only add confusion to the pitch line and destroy 
transparency. 
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5. Only such stops as add to the ensemble should 
be used in full combinations. Flutes and soft strings 
added to diapasons merely muddy the tone and can 
only be heard if they are out of tune. Under no cir- 
cumstances should a voix celeste or unda maris be in- 
cluded since these ranks are tuned sharp, or flat, and 
make the pitch line uncertain. 

6. Use the minimum number of stops possible— 
piling on assorted sounds and invariably coupling the 
swell to great destroys clarity. 

7. Use the reeds sparingly. Reeds at 16’, 8’, and 4’ 
pitch combine well with mixtures to give a fiery 
effect, but this should not be overdone. Reeds can 
be added to the full diapason chorus for climax on a 
final stanza of a hymn of praise. 

8. Solo stops such as the clarinet, vox humana, 
oboe, et cetera, are not suitable for congregational 
accompaniment. If a melody is to be soloed to help 
guide the congregation on an unfamiliar tune, it 
should be played on trumpet stops against a diapason 
accompaniment. 

9. Do not use the tremolo for congregational sing- 
ing! Ever! Under any circumstances! A tremolo calls 
attention to itself by its wibble-wobbles and prevents 
the pitch from being steady and decisive. The trem- 
olo may be useful once or twice a year with a solo 
flute or solo reed for the prelude. 

10. Do not use full organ tone all the time. Organ- 
ists’ eardrums seem to become immune to loud 
sounds, but the congregation prefers support—not 
bombardment. 

11. Do not underplay. Be sure the congregation 

53 


THE ORGANIST AND HYMN PLAYING 


feels secure. When the building is bathed in tone the 
people will feel like diving in; when they fear they 
will be heard individually they will stop singing. An 
antiphonal division sounding from the rear of a very 
long and large sanctuary when coupled with the 
organ sound from the front is far superior to blasting 
the tone from one direction only. In the case of elec- 
tronics additional speakers properly placed in front 
and rear help make it possible to fill the space with 
sound without overloading one or two small speakers 
in the choir loft. 

12. Changes in registration in a single stanza 
should be rare and should never be made abruptly. 
For example, an organist may wish to reduce the 
organ before the last phrase of the last stanza of 
“Dear Lord and Father of mankind,” but building up 
to fortissimo for “wind, and fire” and then dropping 
suddenly to pianissimo for “O still, small voice of 
calm” is overly dramatic and inartistic. Eric Thiman 
suggests, “Try to catch the mood and spirit of the 
poem as a whole, rather than indulge in word-paint- 
ing of details.” + 

13. Changes in registration for various stanzas 
should be determined primarily by the text. Some 
hymns call for adding to the tone mass for each 
stanza with a climax in the last. Others may have the 
climax at some other point and end quietly. (“O little 
town of Bethlehem” ends with a prayer—obviously 
calling for a quiet ending. ) Sometimes variety can be 
achieved through the use of differing tone quality— 


1“The Beginning Organist” (London: Ascherberg, Hopwood & 
Crew, Ltd., 1954), p. 3. 


54 


REGISTRATION 


diapasons for one stanza, chorus reeds and mixtures 
for another. Any variety, however, whether of quan- 
tity of volume or quality of tone, should be related to 
the hymn and should never be a matter of caprice. 

14. Keep approximately the same volume level for 
the Amen. Never make a gradual diminuendo and 
rallentando. Amen means “so be it,” so play the 
Amen as if you meant every word that was sung. 

15. Pedal tone does not necessarily have to be used 
at all times. The pedal tone can be omitted for quiet 
stanzas, or only 8’ tone can be used to give the lis- 
tener a rest from boom and bombast. 

16. If the pedal has a good reed section, a praise 
hymn is effective with a diapason chorus—through 
mixtures—on the manuals contrasted with 16’, 8’ and 
4’ reeds in the pedal. If there are no pedal reeds 
available, swell reeds can be added to the pedal 
through the swell to pedal 8’ and 4’ couplers. 

17. The great to pedal couplers should not be 
added unless the pedal section is inadequate. In such 
cases, it is better to keep the swell, or choir, division 
uncoupled from the great but coupled to the pedal— 
at 8’ and 4’ pitches—to add clarity and fullness to the 
pedal ensemble. 

18. If the organ is enclosed, open the shutters and 
leave them open. 

19. Work out several different tutti, or plenum, 
combinations. For example, try a full diapason cho- 
rus, but with a 4 reed instead of a 4’ diapason. Do 
not always use the same registration for every full 
hymn. 

20. Unless the crescendo pedal has been adjusted 
to bring on only a clear full sound, leave it alone. If 
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16’ couplers come on plus everything in the organ 
ask the maintenance man to set up the crescendo 
pedal so it will bring on a clear ensemble. 

21. Finally, have an assistant play different combi- 
nations while you listen to them from various loca- 
tions in the building. An organist often is seated 
where he cannot accurately gauge the true sound of 
the organ. Be sure to hear yourself as others hear you. 
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Since hymn texts are sung to a single tune, re- 
peated over and over, there is often a tendency on 
the part of the organist to be bored or the congrega- 
tion to lose interest. In the previous chapter it was 
suggested that variety in registration can be secured 
through alterations in quantity of tone (degrees of 
loudness) and quality of tone (various pitch and 
color combinations ). 

The following devices can be used to stimulate and 
to sustain interest—particularly in a long hymn of 
many stanzas; but they should be used sparingly and 
should encourage the congregation to sing rather 
than call attention to the device as a gimmick. Carl 
Halter warned: 


They are not the substance of hymn playing. They are 
spices, not food. They must be used as a great cook might 
delicately use the most exotic condiments, but they must 
not be offered as the meal. The danger in them is the 
old and ever-present one that the music can so easily 
replace God in the service. We remember a conversation 
with a musically sensitive person who had attended a 
service in a certain church. The organ, he reported, was 
forever doing something. No hymn was played straight 
through without variation; registration throughout the 
service was extreme and dramatic; the choir jumped in 
at all sorts of unlikely places. Our friend left the service 
extremely conscious of the musician, but spiritually and 
emotionally upset. That musician failed in that service, 
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because he showed the people himself, when they had 
come to see God.1! 


One of the simplest alterations is the addition of 
passing notes in the lower vocal lines. The Bach 
chorale harmonizations are an excellent example of 
how this can be done tastefully and musically. The 
organist must beware, however, lest he fall into the 
habit of adding passing sevenths at every possible oc- 


Lobe den Herren 


casion—particularly the cadence. Care should be 
taken that the additions do not change the harmony 
nor upset the person who is singing a part. 

The “roving bass” is an extension of the idea of 
passing notes, and is effective in the psalter type of 
tune where the harmony lends itself to root positions 
and first inversions. 


Laudes Domini 


1 The Practice of Sacred Music (St. Louis: Concordia Publish- 
ing House, 1955), p. 86. Used by permission. 
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St. Catherine (measures 17- —— | 


Ralph Vaughan Williams’ powerful tune “Sine 
Nomine” gains much of its interest from the march- 
ing bass line. This driving quality can be underlined 
by adding the three opening notes of the tune to 
the bass of the last measure. 


This, incidentally, gets the singing off to a better 
start at the first stanza. The single bass note is inef- 
fective for setting the rhythm and establishing pitch. 

“Sine Nomine,’ as it appears in many hymnals with 
a four part harmonization for selected stanzas, repre- 
sents another method of securing variety—the alter- 
nation of unison and harmonized versions. If the 
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hymnal does not indicate how stanzas are to be 
treated, announcement should be made by the min- 
ister orally or printed in the bulletin. 

The free harmonization approach is effective if the 
congregation is forewarned; if a tradition for its use 
is established; if used infrequently—not more than 
once in a hymn, usually for the last stanza; and if 
the organist is skillful and prepares the new harmon- 
izations in advance. (See the bibliography for helps 
and suggestions. ) 

Closely related to free harmonization is the use of 
faux bourdon—a version in which the melody is 
given to the tenor line, with the congregation singing 
the melody in unison, and a new harmonization pro- 
vided giving new vocal lines to sopranos, altos, and 
basses. While a few of the more recent hymnals in 
America have included examples, most of the ma- 
terial available is published in England. 

Descants are often used with hymn tunes, and are 
different from faux bourdons in that the descant is 
added above the tune without altering the harmony 
underneath. A sung descant adds brilliance to a fes- 
tival service if the soprano line is well handled, but 
there is always the danger that the congregation will 
stop singing to listen to the descant, and this defeats 
the purpose of a hymn—to praise God. Perhaps more 
effective for most occasions is the playing of the des- 
cant on the organ. The organ tone merely increases 
the number of voices, the brilliance, and the texture 
when a fifth line is added, and the congregation will 
merely sense the added support and be encouraged 
to sing. On extremely rare festival occasions instru- 

60 


VARIETY IN HYMN PLAYING AND SINGING 


ments might be used to play the descant—for ex- 
ample, a trumpet descant on “Christ the Lord is risen 
today” might be appropriate on Easter Sunday. 

Some hymns with interesting inner voices lend 
themselves to playing one of the voices on a solo 
manual with tone which is slightly more prominent 
than the other parts or of a different timbre. For ex- 
ample, the tenor line of “Dominus Regit Me’ is in- 
teresting enough to be soloed on another manual or 
even played above the soprano part. Sometimes the 
alto line can be played above the soprano—the two 
parts inverted to make the soprano part the lower 
voice; “St. Petersburg,” by Bortnyanski is an effective 
example. 

Canonic treatment—sometimes involving new 
harmonizations—is an effective device for occasional 
use. “Lasst Uns Erfreuen” has been arranged in many 
anthems as a canon, and a stanza could be played 
from the anthem copy. Or the canon can be played 
in octaves on pedal reeds, starting on the third beat 
of the first full measure. Some other tunes which have 
been treated canonically by composers in various 
settings are “Grafenberg,’ “Tallis Canon’—the 
canon can be soloed easily, “Mendelssohn,” “Be- 
loved,” and “Foundation.” 

Many organists fall into the bad habit of playing 
an “interlude” between the last two stanzas of a 
hymn. While this device has a legitimate place in 
certain hymns and for certain times, its use for every 
hymn is inexcusable. For instance, in the hymn 
“Where cross the crowded ways of life,” in which 
the last two stanzas are part of one long sentence, the 
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organist should perhaps cut down the time between 
stanzas to move the thought pattern of the hymn 
along. To pause in the middle of a sentence for an 
interlude—which is often nothing more than a re- 
peating of the final phrase—is to do violence to com- 
mon as well as musical sense. 

If an interlude is used, it should be a musical 
statement related to the hymn tune melodically and 
stylistically, which builds in tone and intensity and 
invites and encourages the congregation to sing the 
last stanza with added vigor and enthusiasm. If the 
hymn text has more than five or six stanzas, the inter- 
lude may be used to modulate up a half step for the 
final stanza—thereby calling for a little more energy 
and effort on the part of the congregation. Such mod- 
ulations should be carefully thought out and prac- 
ticed in advance of the service; otherwise they may 
be unmusical, ungrammatical, and uninspiring. If a 
hymn is printed in a high key in the hymnal, it may 
be wise to play all the first stanzas in a lower key and 
to reserve the high key for the final stanza. Needless 
to say, an organist should be able to play any hymn 
in any key; if at first it is difficult the modulations 
and transpositions can be written out. 

Another use of the interlude—really an impro- 
visation—is between stanzas of a relatively short 
hymn used for a processional or recessional. If more 
time is needed to get the choir into place without 
having to repeat part of the hymn, the organist can 
insert an improvisation for sixteen measures or so to 
provide the additional time, with the interlude ap- 
pearing between the stanzas which seem best to per- 
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mit the break without ruining the continuity of 
thought. For a festival of many choirs it is perhaps 
better to use two or more hymns rather than to in- 
sert interludes between all stanzas. 

Still another possibility is the use of no organ at 
all—the hymn being sung without accompaniment. 
To organists this is a shocking suggestion, and it will 
be just as shocking to a congregation unless they are 
prepared for it. In some churches the device has 
worked well; in others it has met with resistance. The 
only guidance that can be given is to warn the con- 
gregation by announcement before the hymn begins 
which stanza is to be so sung and to be sure the choir 
gives added support and leadership in the singing. 

In extremely long hymns some ministers have 
found it highly effective to have several stanzas read 
in unison and then follow with the singing of the 
final stanza. Some hymns lend themselves to being 
read, or sung, responsively—such as “Watchman, tell 
us of the night” and “Art thou weary.” 

The antiphonal treatment of hymns is of ancient 
usage with various treatments possible—men’s voices 
and women’s voices, choir and congregation, unison 
and harmony. Of course such treatments must be 
clear to everyone if they are to be successful. 

With such a tempting smorgasbord of devices at 
hand, there may be a temptation to try a little of 
everything at once. The result can only be musical 
and spiritual indigestion. To use another figure of 
speech, the organist must keep these devices in 
proper perspective as only a part of hymn playing, 
and hymns as only a part of worship. 
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Finally, some words of advice from others who see 
the organist’s task as “a ministry, not as a profession” 
and playing hymns as “a craft, not a bore.” ? 


Willan Swainson: 


A musician may have the best imagination in the 
world, but in the end that which he truly expresses will 
be what he has first impressed on his own mind and char- 
acter. The organist cannot put on artistry with his gown 
on Sunday morning and throw it off at night. His king- 
dom of music is within him. His expression is the reflec- 
tion first of what he is, and next of what he would be.? 


Carl Halter: 


It is in the area of taste and emotion . . . that the organ- 
ist makes his chief contribution to hymn singing. He 
can by means of registration and tempo so clarify the 
meaning of the hymn and uncover its emotional drive 
that the congregation is, as it were, lifted beyond itself. 
This is an art which defies description and which cannot 
be achieved simply by following a set of directions, but 
it is an authentic and necessary part of service playing 
and one of the great values of hymnody.? 


Eric Routley: 


It is your duty, your contribution to the service, to 
interpret as well as to play. ... You are taking those 


1 Eric Routley, “The Organist’s Guide to Congregational Praise” 
(London: Independent Press, Ltd., 1957), p. 7. 

? Op. cit., p. 196. Used by permission. 

® Op. cit., p. 83. Used by permission. 
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words and notes out of the printed book and presenting 
them to the congregation as a new, fresh, contemporary 
thing. ... Do nothing mechanically, by habit, or lightly, 
or casually. Do all by decision. Do all after thought and 
prayer. And may the beauty of the Lord our God be 
upon us, and may He prosper our handiwork.* 


“Op. cit., pp. 12-18, 
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Austin C. Lovelace 


This book is specifically for the responsible church organist 
who wants to improve the quality and meaning of his hymn 
playing. Numerous musical examples combine with a systematic 
development of the text to present in a unique way the rich, 
practical experience of one of America’s foremost church 
musicians. 


Students as well as more experienced church organists will 
welcome the author’s frank and pointed discussion of the major 
technical areas of contemporary hymn playing including pedal- 
ing, articulation and touch, introducing the hymn, tempo, hymn 
forms, registration, and developing variety in hymn playing. 
AUSTIN C. LOVELACE is minister of music at Montview 
Blvd. Presbyterian Church in Denver, Colorado, and lecturer in 
hymnody at Iliff School of Theology in Denver. He has served 
as minister of music at Christ Church (Methodist), New York 
City; First Methodist Church in Evanston, Illinois; and at First 
Presbyterian Church in Greensboro, North Carolina; and as 
director of music at Holy Trinity Episcopal Church in Lincoln, 
Nebraska. 

In addition, Dr. Lovelace formerly was associate professor of | 
church music at Garrett Theological Seminary, and has been 
on the music faculty of Queens College in Charlotte, North 
Carolina. 

Dr. Lovelace is widely known as an organist and as a com- © 
poser of sacred music. As a writer, he has contributed to such 
magazines as: Music Ministry, The Diapason, The Christian 
Advocate, The Pulpit, and Church School; he is the author of 
The Youth Choir and The Anatomy of Hymnody; and he is 
co-author of the book Music and Worship in the Church. As 
a composer his works include Child of the Sovereign Heart; 
Come to the Tomb; O Thou Eternal Christ, Ride On! 
and a series of vocal solos for weddings. 


BASIC MUSIC BOOKS 


The Basic Music Books are resources for both the amateur 
and the professional musician. Fach book in the series deals in 
plain language with one of the basic skills vital to improving 
the use of music in thé service of the church—vocal technique, 
organ playing, church music administration, and conducting. 
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